officially authorized, juried exhibitions known as the salons. The group of artists later became known as the impressionists. The project collapsed shortly thereafter because of a lack of money. Two years later, one of the artists from the group announced that a dozen talented people had decided to rent a space in order to hold nonjuried exhibitions of their own work as well as that of others by invitation. These painters, most of whom had previously exhibited works belonged to that group of naturalists which had the ambition of painting nature and life in their large reality. Their association, however, was not just a small clique. They intended to represent the interests of the artists hoping for the adhesion of all seriously artists. From the beginning this group was broadly based and encompassed a wide range of interests. As a result, it eluded a simple definition and seemed to exist principally for the purpose of providing an alternative to official exhibitions. The impressionists' shows remained the principal means through which the public and critics experienced avante gar de art during the 1870's and 1880's. Despite ongoing organizational problems, internal rifts, disloyalty, hostile critics, and an uncertain membership of artists of widely varying ability and stylistic tendencies, the jointly organized exhibitions did in fact represent much of what was new in art. Moreover, they remind us that the actual evolution of art seldom describes the smooth trajectory that art historians, critics and the public often attempt to impose on modern art in the effort to understand it and predict its course (Moffet, 1986) .
Exhibitions of artists work like the impressionists and the Society of
Arts are exhibited for some type of idea that the artist or organizer of the exhibition wants to promote. This idea may be politically or financially motivated in nature. The work is made to not only sell the idea itself but the work of art as well. Artists can submit works of art to juried exhibitions or organize exhibitions on their own. The impressionist group organized independent exhibitions of their work outside of the salons to ensure their works were exhibited and that their ideas were represented. Exhibitions of artists' work need some type of idea, motivation, objective, sponsorship and location to be successful in obtaining a viewing audience. When artists' works were being exhibited for the merit in their drawing achievement at the Royal Society of Art, there was an idea to show the child as artist in an exhibition of children's drawings sponsored by the Society for Art (Luck hurst, 1951) . That was a beginning of having exhibitions of children's art represent children's works as works of art. It can be assumed that exhibitions of children's art were modeled after exhibitions of artists' works utilizing the same format for exhibiting works. Marilyn Zurmuehlen Working Papers in Art Education, Vol. 7 [1988] , Art. 7 wider interest in child art. A preface to the exhibition of the works of art by children at the Omega Workshop in 1919 stated:
®
It is evident that the ordinary method of teaching art does two things: first it prevents the children from producing anything of the slightest value while they are young, and secondly, it does nothing to enable them to express themselves when they are grown up (Carline, 1968, p. 170) . take the show serious and realize that the work must not be judged by adult standards. but as "spontaneous creative expression of childhood and youth. " The commercial art supply company's intent was to represent the notion that art education is for every boy and girl and "not merely a talented few" (Falco, 1941) . This exhibition demonstrates how a commercial art supply company pursued exhibitions of children's art for economic reasons. Marilyn Zurmuehlen Working Papers in Art Education, Vol. 7 [1988] , Art. 7 Accompanying the exhibit was a small catalog, entitled They Still Draw
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Pictures, which was sold in conjunction with the exhibition. In an introduction to the exhibit written by Aldous Huxley he makes a plea for an end to violent war. The catalog produced for this exhibit was carefully planned to ensure that support and sympathy be given to the cause due to the way in which the children depicted war scenes in their drawings.
According to Aldous Huxley, the quality of the drawings was not what was important to those holding the exhibition. "In scenes of war, the implements of modern warfare are pictures with an accuracy that permits identification of airplanes and tanks by type" (Spanish Institute, p. 113).
The response to the catalog and exhibition was warm and supportive (p. attended and requests were made to purchase his paintings. The money received from the sale of his paintings enabled Joe to buy materials to produce other works and according to his teacher, " gave him a feeling of confidence in himself and the things he did so well" (Howard, 1941) . The feature exhibition resulted in making the student more interested in pursuing art as a career as well as in promoting the artists-teachers classes held throughout the city at the time.
Just as past exhibitions of children'S art in the schools were Exhibitions of children's art can take on a different meaning from the viewpoint of the child if the work is treated as a work of art and not as a token of political or financial motivation. What do these works mean to the children? Is it important that the exhibition have some meaning to the child? Is it possible for school art exhibitions as we know them to take on a more personal meaning to the child and his or her art as opposed to the art teacher or adult selecting works for decorative or promotional purposes in the art program? It is not necessarily bad that exhibitions of children's art are exhibited by adults for adults, however, how might the meaning of the exhibit be changed if exhibitions were organized by adults for children?
